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Anti-Expressionist Movement After Fukushima

This section picks up some anti-expressionist and un-expressionist movements
after 2011.

After the quake and nuclear power plant accident, many active anti-nuclear
demonstrations and discussions emerged on the subject of what artists can do.
Artists launched projects such as the Aromic Site series by ex-contemporary artist
("ex" due to the artists' declaration he has stopped being an artist) Masanori Oda
(ak.a. Il Commons). Project FUKUSHIMA! was headed by musician Michirou
Endo, guitarist Yoshihide Otomo and poet Ryoichi Wago. Artists also started
volunteer activities with no artistic intention. For example, Tanotaiga organized a
volunteer project Tanonteer, which has an amusing anecdote that some frequent
participants joined it simply for the facial workout. Also, Kosai Hori, who used
to organize Bikyoto, sent out emails every Thursday midnight to call for others
to join anti-nuclear demonstrations in front of the prime minister's official
residence, which were very interesting reading. Speaking of art, some directly
responded to the nuclear disaster like Chim T Pom, Finger-pointing Worker (Kota
Takeuchi) or Kyunchome -1 while others indirectly worked on the theme such
as Dipicted Circle with Collabolation with the Sun by Tatsuo Kawaguchi, who

was inspired by the fact that sunshine also sourced from from nuclear energy.

The list could go on -sq2.

Chaos*Lounge, which in the beginning had been the vanguard of
expressionist movements, clearly changed their direction after the earthquake.
Still, there were two hints at this change prior to their recourse. First, their 2010
manifesto was already anti-expressionist, and Hametsu*Lounge was also already
anti-art. The second reason is what came to be known as the Kimekona affair on
19th May 2011, and their inappropriate handling that ignited harsh criticism. It
caused them to be kicked out of pixiv and similar communities -s¢3. Therefore,
in a way, it's natural that Yohei Kurose would write in October 2011, "Japan in
the 2010s has entered the 'post-earthquake' era. And, the cultural perspective,
which had to be subverted, has completely changed." He went on to state that the
Chaos*Lounge manifesto is no longer potent as a critical force -ss. Since then,
realism has replaced expressionism, and art has clearly stated art for life (or art
for society) instead of art for the art's sake -sas.

Meanwhile, norms in art since modern times had been formed along with

art for the art's sake (namely, autonomy of art). However, the absence of norms
seems to have brought about art for life (namely, diversity in art) -ss. Since the
loss of norms in 1995, art for society, which is as, to say, a sect of art for life,
has advanced in forms of project-oriented art events like "Toride Art Project"
or Chiiki (local) art such as "Echigo Tsumari Art Triennale"-sqe7 -sas. This trend,
which has nothing to do with new moves in expressionism, seems to have
acquired a new force due to the earthquake. Art projects of all sizes started in
many places throughout the Tohoku region, where artists gathered to "cheer
up Tohoku," not only from Japan but also from all over the world, including
Georges Rousse and Christian Lassen -gas.

I think that anti-art is another form of art for art's sake in a different path
from expressionism (an explicit form of art for art’s sake) -sat0. The art sector
of a Fukuoka-based political union "Wareware Dan" (Group We) led by Koichi
Toyama, self-proclaimed fascist Daichi Higashino and Dadaist Sakurako
Yamamoto, launched their union bulletin Main Stream in September 2011
and called it "oppression machinery in the form of an art magazine." In the
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statement on the first issue, they defined themselves on the side of the oppressor
and proclaimed; "We stand for the authority, aiming our water cannons at you
brats and leveling your art with our bulldozers™ and “Bulldozers of the world,
unite!" In July 2012, they issued a special edition L'art Pour L'art, which means
"art for art’s sake" in French. Sakurako Yamamoto also analyzed the restart
of New-Method, which I left and Masaru Kaido joined in February 2012, as
a "(seemingly) plain and frank, very effortlessly inhuman, with no shadow of
gloom and resentment" -sa11. Its member Takahiro Hirama started his No Work
Work series based on his observation that many works were produced with the
title Untitled during the 20th century, which he generalized as the presence of
actual works and absence of titles. For the 21st century, he set out to do the
opposite by producing art with no actual works but only titles.

Lastly, I want to pick up new moves in abstract painting, which can be ‘seen
as a counterblow by high art. The paintings focus more on processes than
mannerist details or emotional brushstrokes, seen in methods like spray paint
on brushstrokes (Yutaka Aoki), repetition of pentagram patterns (Seiichiro
Osa), laminated layers of string-like paints (Mika Kusakari), massive paint
layers (Daisuke Takahashi), self-supporting canvas compositions (Shimon
Minamikawa) or a combination of distorted stripes (Shunsuke Imai). Probably
works by former generations such as Nobuhiko Nukata, Kenjiro Okazaki
or Kazumi Nakamura are taken over not in expressionist fashion but in pop
taste. According to Motoaki Hori, who organized "The Way of Painting" (at
Tokyo Opera City gallery in 2014), there is "a slowly growing trend to return
toward abstract painting, compared with around 2000 when we could find only
representational paintings" -sa12. It seems a counterattack against postmodernism
was started by insiders of the fine art context.

*8d1 Taro Okamoto Contemporary Art Award gives the impression that it leans toward
social art, and the tendency seems to be reinforced in the 17th award in 2014 where Kyun-
chome's Makka Ni Nagareru won the Taro Award. The artists Kyunchome and some other
top-nominated artists like Saeborg, Japonica and arthorymen—all of which are pen- or unit-
names—indicated a certain trend of the period.

*8d2 Some people may remember that Koki Tanaka's exhibition won a special prize at the
55th Venice Biennale in 2013. On this subject, "His abstract speaking—sharing uncertainty
and collective acts—consisted of photos and videos of multiple people working on single
tasks together. Although its theme is the Great East Japan Earthquake, it is hard to read &
immediately. However, conflicts and understandings of people working together will make
each of you slowly imagine your own answer to the question of how we can construct post-
earthquake society” (Japan Foundation Press Release No.902 on 1 June 2013). It may be
worth recalling Midori Matsui wrote that "Micropop is micro-political.” See note *7e1 (p.114
for micro-pop statement.

*8d3 This is a dispute caused by Kazuki Umezawa's use of the "Chimera Konatz"
character as a motif in his work. Some Intemet users felt that Kazuki Umezawa violated the
communities' tacit protocols for creating derivative work (also called "n-th derivative" within
their community), harshly criticizing him and Chaos*Lounge. Yohei Kurose's defiant remarks
were along the lines of, "We will never stop using online images without permission," ang
offered no apology in the face of intensified criticism. Pixiv initially handled the issue sa
poorly that a number of subscribers left the service. Kazuki Umezawa's works consis
of many characters and had already infringed on copyright frequently from the beginn
but he tried to change his style in response to the earthquake. It tried to move from z=
abstract expressionist type, non-hierarchical amalgam of numerous characters to realis:
compositions where a single character occupied the center of the works. It was the very
beginning of the dispute. See notes *6a3 (p.83) for copyrights, *8a10 (p.120) for numerous
characters, and *8a16 (p.121) for "chara-vector."

N

.
’

\ A Hp

*8d4 Kurose, Yohei. 'After the Earthquake, Looking Back.! CHAOS*LOUNGE. 201%
October. pp.24.
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*8d5 The "We Are 'REAL' 1920s-1950s From Proletariat Art Movement to Reportage
Painting: Documents of People and Labor" exhibition held in 2014 at Kichijoji Art Museum
may appear more interesting by taking this perspective into account. The exhibition
included war paintings, too. If those realist paintings are regarded as art for society, their
engagement with society is given through their themes, which makes them different from
the art project type [which is regarded as "art for society" in itself regardless of themes].
See note *1¢2 (p.17) for themes and appeal to the mass, *3b10 (p.41) for the Nihon
Independent Exhibition, and *8d7 (p.131) for art project.

*8d6 "Modernity, as a historical period, started when people denounced from their
supreme positions God in the middle ages and the monarch in early modem times. Art in
the middle and early modern times was to admire their masters, but the modem age has
lost such norms as divine power and royal authority. The loss of those external norms led
two attitudes in art—one is to pursue norms in its own, which means autonomy of art; the
other is to abandon intrinsic norms and let entropy just increase, which means diversity in
art. Therefore, art history since modern times is narrated by amplitudes between autonomy
and diversity...Autonomy in art is related to art for art's sake. Thoroughgoing purification
and the autonomy of art leads to reductionism, which is modernism in aesthetics”
(Nakazawa, Hideki. 'Method of Art and Art of Method.' Iwanami Lecture Series Vol.7
Philosophy of Art / Creativity lwanami Shoten. 2008. p.156). "Diversity in art is related to art
for life. Tolerance for various thoughts leads to an increase of entropy, namely an attitude of
anything goes, which is postmodernism in the broad sense." (Ibid, p.160) See *5a2 (p.69)
for postmodern and postmodernism, *8d10 (p.132) for art for art's sake and anti-art, and
section 5d (p.79) for historical cycles.

*8d7 Most art projects uncritically presuppose that art is a good thing, meaning self-
criticism in art is hardly possible. There are two things to be noted here. (1) Masato
Nakamura seems to have organized art projects very positively, and he may occupy a
special position in terms of “meta-art projects,” which means art project management
understood from a meta-perspective. His artist initiative Command N held "KANDADA
/ project collective commandN" at Kandada in Kanda, Tokyo, between 2005 and 20086,
introducing art projects across Japan together. Although he did not credit his own name,
his meta-level activities with such creative exploitations (in a positive sense), could be seen
as a continuation of his artistic identity from The Ginbrart as "an exhibition based on the
absolute affirmative mind of action" to 3331 Arts Chiyoda as well as Trans Art Tokyo. (2) If
the art-project type is regarded as art for society, its social character is often guaranteed
not by contents or themes but by the way art and artists exist in society and relations with
people as in relational art. This is different from realism painting, whose social character is
given through contents and themes. See notes *6d3 (p.95) for The Ginbrart, *8b4 (p.124)
for 3331 Arts Chiyoda, and *8d5 (p.130) for realism painting.

*8d8 As of 2014, art projects and "chiiki art" (local art project, often supported by
municipal offices) are mostly overlapped. However, the former originally could have
covered a range of activities from anti-authority spirits as seen in Christo and Jean-Claude's
wrappings in the 1960s to, on the contrary, national art projects such as Taro Okamoto's
"Tower of the Sun" construction. On the other hand, the latter is usually based on a happy
marriage of the uncritical belief that art is good and local administration demands to "get the
young back." The word even betrays their easy-going attitude to simply follow other cities
and stick behind the trends. The word chiiki art seems to have been established in Naoya
Fujita's essay 'Avant-garde Zombies — "Chiiki" Art Issues.' (Subaru. 2014 October issue.
pp.240-253.) that aimed to criticize the proliferation of such local art projects. Meanwhile,
chiiki art very naturally prefers "art" in katakana (syllables), the borrowed word from
English, to that of the Japanese word "bijutsu." This gesture is as if they are protecting an
unconscious belief that art is good. For the "art is evil" argument, see my 'The Way of Art
Fundamentalist.' (Method Bulletin. No.11 2001 November.) written after the September 11
attacks in 2001. See notes *4b3 (p.55) for national policy art, *5¢12 (p.78) and *8b2 (p.124)
for "art" in katakana.

*8d9 Since the 1990s, when so-called politically correct (PC) art movements emerged,
there have been continuous developments in social art. Back then, Makoto Aida's "War
Painting Returns” series (since 1995) seemed to be his conversion to PC art for me. In
the 2000s, the possibility of art as therapy had been discussed for a while. In January of
2014, the "Tanoshii Anti-War [Enjoy anti-war actions]" exhibition was held at Roji To Hito
in Jimbocho, Tokyo, and in September, “Anti-War: Resistance against the Anticipated
War" was held at SNOW Contemporary in Setagaya, Tokyo. The former was organized
by Hitoshi Odajima with young people, and the exhibition changed the existing image
of anti-war art. The latter was organized by art critic Seiichi Tsuchiya with people in art
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communities in response to changes in Article 9, the government's decision to reinterpret
Japan's acceptance of collective self-defense, where he took a curation-free approach. If
this is considered art for society, its relation to society is found not in social themes of works,
such as war painting or realist painting, but in the way art and artists exist in society. In other
words, the art project itself guarantees "art for society" as long as the project embraces
certain social themes, regardless of the content of individual works. See Nakazawa, Hideki.
The Third Surrealism and its Paradox — The "Possibility" of Art Therapy.' Art Therapy
Trends. Filmart Publishing. 2002. pp.178-185. for art therapy and historical cycles. See also
7a (p.98) for PC art.

*8d10 See notes *3b8 (p.41) for art for art's sake and anti-art, *5a2 (p.69) for postmodern
and postmodernism, *8d6 (p.131) for autonomy of art and diversity, and 5d (p.79) for
historical cycles.

*8d11 From a twitter post of Sakurako Yamamoto on 18 October, 2014. https://twitter.
com/sagrako/status/255117293154078720

*8d12 Hori, Motoaki. 'The Way of Painting.' The Way of Painting exhibition catalog. Tokyo
Opera City Art Gallery. 2014. p.13.
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Pointing at Fukuichi Live Cam/ BREPR{CEMAERE / Collection of the
Museum of Contemporary Art, Tokyo

-2011E8F28H IS WBIATAAS
NEZRDT—T 4 A MTARK (1982-) KX > TR -

A picture on the screen of Fukuichi Live Cam on 28th August, 2011. Edited and released by Kota
Takeuchi(1982- ), who calls himself an agent of Finger Pointing Worker.
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